. The idea of the child is the adult's projected nostalgia, not a reflection of the child itself. Stockton comes to this theory through the field of queer studies, where, "Queer" can refer to: the open mesh of possibilities, gaps, overlaps, dissonances and resonances, lapses and excesses of meaning when the constituent elements of anyone's gender, of anyone's sexuality aren't made (or cannot be made) to signify monolithically (Sedgwick, 1993, p.8 ).
Stockton draws on ideas of queer temporality, in particular Amer (2016 ) DOI: 10.14439/sjop.2016 childhood studies and animal studies, but her approach deviates from typical sociological, therapeutic and legal case studies common in these fields (Nelson, 2011) Reason examines the inherent problems in theatre for young audiences (TYA), noting that it is a theatre largely created by adults for children. For Reason, 'the impossibility of theatre for children requires us to acknowledge the unequal power relationship between adult and child, with children in our society largely constructed as powerless and vulnerable ' (2012, p.25) . Young people, particularly when it comes to theatre, have little control over what cultural content they are exposed to, leading to a power imbalance where 'theatre for children is a product made for children but is made and consumed in a manner that is far from equal or democratic ' (2012, p.17 (Reason, 2010, p.47 ).
Reason attempts to use his tailored research to observe how to make what he describes as 'the impossibility of theatre for children' possible, by proving the young audience's aesthetic complexity.
Reason builds his observation of the impossibility of theatre for children from similar theories in other forms of cultural content including Jacqueline Rose's ideas on the impossibility of children's fiction, and Steven Klein's broader theories of the impossibility of culture for children where 'children's culture has always been primarily a matter of culture produced for and urged upon children' (Reason, 2010, p.18 Stockton reads Burton's film in the conclusion of The queer child as 'the manufactured white child's dream of the factory (he might run) that manufactures dreams' (Stockton, 2009, p.57) . Stockton positions the film as a success story for the ambitious child, specifically the ambitious queer child. Here, we might be seeing the queer child at work in a film made for children, by adults. The film clearly depicts Stockton's archetypes where Johnny Depp's Wonka is the 'grown queer child' who interacts with the unassuming 'innocent child', Charlie (Stockton, 2009, p.238 ). Wonka's queerness is reflected in his factory and his love for chocolate where the 'mystery of manufacturing [is] akin to the mystery of sex itself '. (Stockton, 2009, p.238 This filtered queerness is most recognisable in Disney movies and the notion of Disneyfication. Disney movies notoriously 'Disney-fy' stories to make them more palatable for young audiences. Henry A Giroux claims, 'this is a media apparatus in which the past is filtered through an appeal to cultural homogeneity and historical purity, which erases complex issues, cultural differences, and social struggles', and pushes 'the belief that happiness is synonymous to living in the suburbs with an intact white middle-class family ' (1994, p.66) , that is also most likely, confined to heterosexual nuclear family structures. When creators sneak queerness into cultural content for children, particularly mainstream media, it tends to be sanitised.
Here, Reason returns with the expansion of the impossibility of TYA to children's films. But a final surprise egg falls; this egg is red. They have never encountered a coloured egg before; it is important to note that they do not assign a gender to this particular egg.
Wrinkle forces Cotton to 'put it in the bin', along with the rest of the colourful objects they've encountered. But overnight warnings' to all their parents. This effort was not enough for many in the community who demanded that the ability to opt out was not enough. They insisted that the school needed to cancel the production all together or they would boycott it for the day (Watson, 2015) .
Rob Watson, a gay father whose son attends the school, wrote a public letter to the Sierra Charter Foothill School
Community criticising the play's censorship, citing his love for his sons, his husband, and standing up for all the families Tango represents. He writes:
That is our story, and it is reflected in the factual story of the penguins in the play. The penguin real life story occurred in 1999 at the Central Park Zoo, and they met with the same intolerant attitude that your community is exhibiting. Homophobic people rose up and demanded that the penguin family be broken apart. They felt what had happened naturally was somehow 'sending the wrong message.' The Tango story is about love. My family's story is about love… theatre arts are meant to illustrate, illuminate and shake their audience from pre-conceived notions and feelings. This play was brought to you not so you can judge and censor it, or the families like mine that it represents, but so you can watch and grow from finding out about us (Watson, 2015) .
Because Tango 
